remembered by us or others, and a textual monument to our 'personhood,' framed as a memorial to oneself? Is one 'truer' than another, or are they simply different sites through which to explore the relations between trauma, knowledge, power and meaning?
These inquiries bring to mind the four questions Michel Foucault presents as central to any examination of truth telling: 'who is able to tell the truth, about what, with what consequences, and with what relation to power?' 4 Whether we are considering building monuments, conceiving virtual memorials or writing textual responses to the past, these questions remind us of the complexities of and pressures upon both truth and telling everywhere it occurs. Moreover, these pressures are nowhere more troubling, frustrating and contested than where tales of trauma attempt to be told. As Shoshana Felman has noted, contemporary history is 'crystallized around these two poles: the trial (law and justice) on the one hand, and trauma, […] on the other hand.' 5 In this bi-polar world, the longing for justice through speech increases as does the insecurity of the very category through which such justice might be achieved: memory.
As Andreas Huyssen argues, struggles 'over public memory involving historical trauma, genocide, human rights violations and their aftereffects abound in the world today. Monuments, memorials, public sculptures, commemorative sites, and museums are being created at an accelerated pace the world over.' Nevertheless, he notes, 'public memory […] cannot be stored forever nor can it be secured by monuments.' 6 Or, in the words of Robert Musil, 'there is nothing as invisible as a monument.' 7 While once we might have believed that monuments memorialized heroes and autobiographies recounted generally actually, the writer is the one to say. Saying how she sees is how she earns a were they tall or short? I tell the policeman this, and tell him how scared I was.
That I was once the victim of a violent crime and that I shake at loud noises.
The statement he reads back to me at the end of the hour says none of these In addition to the self who has appeared in the work of others, I also write autobiographical fiction. Much of this work, is, moreover informed by (I could say 'haunted by') a series of traumatic childhood events. This is, as 
The Aesthetics of Trauma
The multiple pressures upon the representation of traumatic experience whether in autobiographical fictions or in commemorative artwork, suggest we may need an alternative aesthetics for interpreting such projects. In answer to this requirement, the historian Saul Friedlander calls for an 'aesthetics that remarks on its own limitations, its inability to provide external answers and stable meaning […] that devotes itself primarily to the dilemmas of representation.' It is this very aesthetic that appears to be at work in much post-traumatic autobiographical fiction. Such texts are precisely the exploration of limitationsas the post-traumatic writer, compelled to testify to the past, is unwilling to write purely imaginative fiction but equally unable to write a memoir that might suggest, the possibility of 'external answers and stable meaning.' The result is a narrative 'primarily' concerned with 'the dilemmas of representation,' often fragmentary and intertextual in character. 9 Friedlander suggests, moreover, that the reason for such a strategy is that it 'sustains uncertainty'-enabling the writer to continue writing for a lifetime-and also 'allows' the writer to 'live without full understanding.' 10 As recent research into post-traumatic stress suggests, such an aesthetic is particularly suited those who suffer from the disorder (knowingly or otherwise): PTSD, it seems, has a particular effect upon its victims' relationship to language and meaning. Psychoanalyst and critic Juliet Mitchell calls this effect 'the pseudosymbolic language of post-trauma.' As Mitchell has argued, in posttrauma 'words are pseudosymbolic, plagiaristic imitations or metaphors […] expressions of feeling rather than of meaning.' 11 The post-traumatic writer, therefore, may be attracted to autobiographical fiction as a form of life-story telling that allows them to express feelings without being forced to attribute meaning to them and also engages the 'dilemma of representation' that mimics their psychic state. In order to understand how this alteration in language and meaning occurs in post-trauma, it will be useful to turn to the chemistry of memory to examine how sensory experiences, and the words and memories to which they give rise, are processed in non-traumatic encounters.
Memories are produced by a complex multiple system in which both sensory and semantic perceptions are processed in different areas of the brain and then stored. 12 In the first instance, they are either stored as declarative 'episodic memories'-those specific events that we can remember clearly-or as 'general knowledge' or 'semantic content' only-for instance when we remember our times tables without remembering all the particular moments in which we memorized them. 13 We cannot hold on to all of our episodic memories, For Foucault, the 'parrhesiastic game' is a condition in which one's words cause one's life to be 'exposed' and in which, 'you risk death to tell the truth,'
'always in a situation where the speaker or confessor is in a position of inferiority with respect to the interlocutor.' 29 35 Huyssen similarly argues that, 'the power of the commemorative site is to keep the story alive, as opposed to entombing it in the realm of the unspoken.' 36 This longing to ask questions rather than reach decisions is a feature of post-traumatic autobiographical projects in many forms. Something more has to happen for that to occur: the agency invoked by representing traumatic experience through parahessiatic discourse.
Sovereignty and Fiction
Telling Gilmore's 'knowing subjects' are thus like Derrida's 'divided 'subject' who is 'established progressively' and 'imperfectly' in the 'not natural' site (lieux dé memoire) of the autobiographical act. As the lieux dé memoire of countermonuments and post-traumatic autobiographical fiction act-out experience by troubling the categories of truth, memory and sovereignty, we find a further link among these very different projects: the performativity of trauma.
The Performance of Trauma
In Max Saunders's study on modernist 'autobiografiction', he claims that
riting is a kind of performance' and that in this cross-genre in particular, 'writers are consciously and deliberately shifting into the shapes of other subjectivities, and thus revealing the performance involved in the achievement of any subjectivity.' 45 Here, Saunders draws upon a long history of thought in which identity is read as a ritualized series of performances. Judith Butler's use of performativity theory in relation to gender is perhaps the most famous of these formulations, and in a Preface to her best selling Gender Trouble, she explains that this work built on Derrida's reading of Kafka's 'Before the Law.' 46 the seeking, speaking and performative 'I' is always revealing the artifice and instability at the heart of any exchange between speaker and interlocutor. These projects, therefore, will always be marked by instability and multiple aporia inherent in ideas of self hood, performance, and of course, traumatic speech itself.
Genres of Truth
Does autobiographical fiction tell the truth? That is often the question when autobiographical fiction is in the spotlight. While autobiography was once read as 'the master narrative of a sovereign self' 53 this definition has collapsed in the face of contemporary challenges to the categories of sovereignty, memory and narration. Memoir, on the other hand, historically 'situated the subject in a social environment, as either observer or participant' and 'directs attention more toward the lives and actions of others than to the narrator.' 54 But, like autobiography, memoir's defining terms have also been problematized as promoting, for example, 'an "I" that is explicitly constituted in the reports of the utterances and proceedings of others.' 55 Autobiographical truth, far from adhering to a stable set of codes and conventions, is instead 'an intersubjective exchange between narrator and reader, aimed at producing a shared understanding of the meaning of a life.' 56 As Paul Jay argues, 'if by 'fictional' we mean 'made up', 'created' or 'imagined'-something, that is, which is literary and not 'real'-then we have merely defined the ontological status of any text, autobiographical or not.' Drawing a distinction between autobiography and autobiographical fiction might be, Jay suggests, 'pointless'. 57 Rather than asking if autobiographical fiction tells the truth, therefore, we might instead consider how far such works function as alternative modes of testimony and disclosure, and whether the knowledge and understanding they produce is therefore unique.
On those terms, the differences between memoirs, traditional imaginative In Cathy Caruth's work on trauma fiction, she states that in trauma 'what returns to haunt the victim is not only the reality of the violent event' but also the way that violence ' has not yet been fully known.' 59 The place of post-traumatic autobiographical fiction, therefore, is to ask questions at the locked door within.
As I noted earlier, however, Juliet Mitchell argues that this is no easy task, for 'the trauma sufferer withdraws from reality at the level of her or his own language,' creating a discourse without 'meaning,' an 'imitative or pseudosymbolic language.' 60 This language calls to mind Pierre Nora's templum-a space within which everything is significant, and also the genre expressions of feeling rather than of meaning. 86 This discourse of feeling and the quest for meaning has compelled post-traumatic writers to repeatedly visit the site of their inadequately processed experiences. In these realms of memory they offer painful sacrifice to the past in energetic, pseudosymbolic language that swerves between fact and fiction, unable, finally, to find a context in which their traumatic experiences will have meaning.
The truth that autobiographical fiction tells is the truth of loss and of an unsymbolizable, narciscisstically installed absence than must be expressed but can only ever be insufficiently articulated by parrahesiatic post-traumatic speech.
Like this essay, autobiographical fiction stumbles from the dark place of trauma, towards the intermittent light that falls between genres, disciplines, and memories, searching for a context in which its traumatic experiences might be fully understood. The place of such fiction thus exceeds the limits of literature and more nearly occupies the lieux dé memoire of post-modern cenotaphs:
sacred, symbolic but finally empty spaces where we meet to speak and to hear the parrhesiatic language of ongoing suffering.
